Curriculum guide for the upper elementary grades by Valente, Anna E.
Boston University
OpenBU http://open.bu.edu
Theses & Dissertations Dissertations and Theses (pre-1964)
1957
Curriculum guide for the upper
elementary grades
https://hdl.handle.net/2144/6877
Boston University
-rlt e.sis 
1/afe,rf'e;, A.£. 
j f>- '"*1 
BOSTON UNIVERSITY 
SCHOOL OF EDUCATION · 
Thesis 
CURRICULUM GUIDE FOR THE UPPER ELEMENTARY GRADES 
Subg~itted by 
Anna E. Valente 
(B.S. Ed., State Teachers College at Lowell, 1938) 
In Partial Fulfillment of Requirements for 
the Degree of Master of Education 
1957 
noston Uni v·ersit1i' 
School of Educatiom 
Librar~ v-
·:,·.:;t: 
First Reader: B. Alice Crossley, 
Associate Professor of Education 
Second Reader: Ralph J. Garpy 
Associate Professor of Education 
ACKNOWLEDGMENT 
Sincere appreciation is expressed to 
Dr. B. Alice Crossley for her encouragement 
and interest in this project. 
CHAPTER 
I. 
II. 
TABLE OF CONTENTS 
Page 
A PHILOSOPHY OF ART EDUCATION •..••..•.••.•.• 1 
Art Is a Necessary Phase of the School 
Experience.............................. 1 
Changing Emphasis in Values of Art 
Education. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2 
World Conditions Demand a New Philosophy 
in the Art Program. • • . . • . . . . . • . . • . . . . . . • 3 
THE REVIEW OF THE LITERATURE •••.•..••••••.•• 5 
Art Is a Part of Daily Experience......... 5 
Past Experiences Help Solve Challenging 
Situations.............................. 7 
Art Expression for All.................... 9 
Rhythm and Design in Form Expression ••••.• 11 
True Creative Activity ••••••••••••..•...•• 12 
III. CURRICULUM GUIDE FOR UPPER ELEMENTARY 
GRADES.. • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • 15 
Major Objectives of Art Curriculum •.•.•••• 15 
Guidance In Art..... . . . . . . . . . . . . . . . . . . . . . . 16 
Types of Art Expression •••••••.•.•••.••••• 18 
Graphic expression •.•••••.••.•.•.••.•••• 19 
Outcomes................................ 22 
Design. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 23 
Color. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 25 
OUtcomes................................ 26 
Lettering............................... 27 
Outcomes. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 30 
Crafts and construction •...••..•..•..•.• 31 
Outcomes. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 38 
-iii-
CHAPTER Page 
III. Types of Art Expression 
Appreciation. • • • • • • . . . . • . . . . . . • • • . • • • 38 
Outcomes. . . . . . . . . . . . . . . . . . . . . . . . . . . . . 43 
Art correlated with school subjects •• 44 
IV. BIBLIOGRAPIIY. • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • 49 
-iv-
CHAPTER I 
A PHILOSOPHY OF ART EDUCATION 
1. Art Is a Necessary Phase of 
the School Experience 
It is now an accepted fact that art has a new signifi-
cance in education. It is no longer considered a strange 
interlude but a real part of every phase of school experi-
ence. Art is a necessity from the standpoint of production 
or creation and appreciation or enjoyment. 
Leading educators realize that formal methods in 
school practice no longer function in the education of 
children for our ever changing society. 
Interest, enthusiasm and a strong sense of necessity 
quicken the learning process. 
E. Ziegfield 11 stresses this fact when he says, 
"We are in the process of testing a conviction 
that, if it should prove sound, may create a new 
type of program in education. The essence of that 
conviction is that the common tasks of life are 
heightened in their satisfaction by being well done, 
that the experiences of life can be enriched by the 
appropriate and skillful use of color and design 
and that life becomes significant when both play 
and work go forward in the fittest possible way to 
achieve the normal purposes of living." 
!/Edwin Ziegfield and Mary Smith, "Art for Daily Living," 
Number 4, OWatonna Art Education Project, Minneapolis, The 
University of Minnesota Press, 1944, p. 59. 
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Wise parents, realizing the meaning of creative ac-
tivity in the development of the pupils, desire to under-
stand its importance in the life of the school. Art and 
other creative subjects have come into their own and the 
teacher of art who understands the creative approach is in 
a position of importance to society. 
2. Changing Emphasis in Values of 
Art Education 
The new method of art education involves new ways of 
acquiring facts, using materials and ideas. It aims at 
better habits of learning and acquiring knowledge. 
It does not mean disorder or carelessness. It means a 
different set of values on the part of the teacher. It 
means an attack from the point of view of the child. 
The growth of this meaningful art education program 
can be appreciated when one sees the free and spontaneous 
work of today•s children as compared to the set exercises 
in graded series with their rigid pattern work that served 
as art education a few years ago. 
3. World Conditions Demand a New 
Philosophy in the Art Program 
At every level changing world conditions demanded and 
are demanding that educated individuals possess greater 
social responsibility, a more sensitive response to human 
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sympathy, deeper critical evaluation and more developed 
creative ability. 
Lombardo l/also expresses this view of thought. 
"The function of art in the school curriculum is 
to contribute to the single aspect of the entire 
school experience and to the mental and emotional 
development of the whole individual. 
Art education is an effective means of nur-
turing mental and emotional balance in living. As 
long as it remains an isolated experience in public 
schools, the child's full development is sacrificed. 
Art, to be significant in the lives of all, 
must be directly related to the life of the indi-
vidual and should envelop the societal group as well. 
In this way art will become a source of personal and 
spiritual satisfaction to the individual and it will 
also help him to become a better and more useful 
citizen. Since art deals largely with expressions 
of individual thoughts, ideas and feelings, to the 
end that life itself is made richer and more meaning-
ful, the art experience should constitute a major 
objective of every school program." 
2/ Kimball - states, 
"Human problems reflect the education and con-
ditioning of the individuals making up any society. 
Hence the responsibilities of education increase as 
problems become more acute. Solutions which fall 
outside of established patterns and call for a new 
caliber of thinking and imagination are needed. 
The challenge is of particular significance 
to art education because this works with the subjec-
tive and creative. The aim of art education is to 
give order and harmonious development to the inner 
nature of man. Freedom and democracy, imagination 
and understanding, values and initiative, adjustment 
and self realization are its special objectives." 
!/Joseph Vincent Lombardo, "The Function of Art in Educa-
tion," The Art Education Bulletin, Sept., 1951, Vol. 8, No. 
6, P• 3. 
,g/Ma.ulsby Kimball, Jr., "Qualitative Guidance in Art Educa-
tion," Art Education Bulletin, Oct. 1956, Vol. 13, No. 7, 
pp. 2-3. 
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The philosophy of art as expressed by Dewey l/appears 
to hold the answer for developing individuals with the 
ability to meet the challenge of a changing world. 
The purpose of this study is to prepare a curriculum 
guide in the light of this philosophy so that educators 
will have a deeper appreciation for the need of this type 
of art in the school program and will find timely sugges-
tions which will be helpful in the daily classroom schedule. 
1fJohn Dewey, Art as Experience, New York, Minton, Balch 
and Company, 1934. 
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CHAPTER II 
REVIEW OF THE LITERATURE 
1. Art Is a Part of Daily Experience 
Art elements and art principles enter into all of 
living. It cannot be divorced from everyday life. In some 
form, art underlies all that can be seen, handled, or used. 
One may enjoy the color, form and delicacy of a work 
of art by just looking at it, but in order to understand it 
one must find out something about the ordinary forces and 
conditions of experience of the human being producing it. 
Dewey l/gives as an example the Parthenon, which 
people of all generations recognize as a great work of art. 
"Yet it has esthetic standing as the work becomes an ex-
perience for a human being." 
To understand it one must appreciate the experiences 
of the people of that era. One must be aware of the part 
religion and government played in their lives. 
In order to understand the esthetic form it is neces-
sary to live actively and enjoy life. One cannot be only 
a spectator. Relative to this, Dewey quotes Coleridge. 
"The reader should be carried forward, not 
merely or chiefly by the mechanical impulse of 
J/Dewey, Art as Experience, p. 4. 
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curiosity, nor by a restless desire to arrive at a 
final solution, but by1the pleasurable activity of the journey itself." _I 
The enjoyment to be received from athletic sports, 
music, literature and drama is all a part of the esthetic 
form. Separate any of these from a person's daily life and 
they become remote. Art becomes art for the sake of it-
self instead of being a significant part of the life of 
the individual or community. 
Dewey says it is up to the individual to recover "the 
continuity of esthetic experience with normal process of 
living." 21 
Continuing along this trend of thought is a quotation 
3/ from a challenging article by Sister Magdalen Mary.-
"The truth is that all great art represents 
some aspects of creation {imitation), gives some 
tangible, factual information (communication), re-
veals the aspirations of the artist (expression). 
But it should be remembered that imitation, com-
munication and expression are INTEGRAL parts, not 
essentials of every great work of art. The only 
ESSENTIAL is that the object of art BE. The prob-
lem of making contact with the being-value in art 
is difficult in our time. It involves contemplation 
of the now. But our generation is more skilled in 
analyzing the past, in planning the future. The 
enriching experience of the present tends to escape 
all but those who find formidable obstacles a chal-
lenge." 
1/Dewey, op. cit., p. 5. 
g/Ibid., p. 10 • 
.a/Sister Magdalen Mary, I.H.M., "On the Art Controversy," 
School Arts, Nov. 1956, Vol. 56, No. 3, p. 12. 
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Works of art should emerge from ordinary experiences 
and should not be thought of as something artificial. The 
skillful educator creates an environment that will lead to 
activities which are real to the pupils, activities which 
challenge their intelligence. This environment provides 
situations which call for effort and an atmosphere which 
stimulates child creativeness, that will promote growth and 
satisfaction. 
2. Past Experiences Help Solve 
Challenging Situations 
Every experience starts with impulse. However, im-
pulse must be guided into thoughtful action. While there 
is no expression unless there is urge from within, the im-
pulse must be clarified by taking into itself the values of 
past experiences. Just giving way to an impulse is not 
expression. Emotion has true value when excitement stirs 
up meanings from past experiences and leads to action in 
fresh desires and impulses. 
Kimballl/ warns of the negative emotions which may be 
aroused in children through the comics and television. His 
suggestions are vital if we wish to give children worth-
while activities to replace sensationalism. He says, 
l/Maulsby Kimball, Jr., "Qualitative Guidance in Art Educa-
tion,n Art Education Bulletin, Oct. 1956, Vol. 13, No. 7, 
p. 5. 
7 
"Imaginations come into play in response to 
every day occurrences. These vary in their content 
and influence and are the source of much creative 
work. They serve to bring the child into adjustment 
with his daily life and embrace the greatest quan-
tity of his experiences. 
Sensational imaginations of horror and sadism 
of the comics and other entertainment media are in-
tensified experience;! and arouse disturbed reactions. 
These have a great fascination and formative in-
fluence on the inner being of the child and bring 
strong identification. 
Living imaginations can be illustrated by 
legends and myths of adventure, phantasy and magic, 
or can be created by the teacher and by the children 
when the atmosphere and motivation are sufficiently 
vital. These arouse a quality of awe and wonder that 
leaves a permanent enrichment. These are also in-
tensified experience and have a strong fascination 
and a deep influence on development. A transforma-
tion and "raising'' of the quality of inner feeling 
and imagination occur here that influence the level 
at which integration takes place and the direction 
and scope of development of character, morality and 
purpose." 
It is the job of the educator to direct this gift of 
imagination and channel it or it is apt to become a destruc 
tive force which serves to distort and confuse rather than 
serve as a healthy motivation power. 
Kimball continues, 
"Saga and epic; stories of courage, renun-
ciation, dedication and the overcoming of great 
odds are also living imagination and bring about 
constructively slanted moral impulse. 
The vivid and dramatic experience of stories 
of the depth of Parsifal, King Arthur, the Holy 
Grail or stories from the Testaments, stir imagina-
tion at its highest level and strengthen inner 
growth." 1/ 
1/Kimball, op. cit., p. 7. 
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The alert and resourceful teacher realizes that these 
stories are real to the child and through art the child is 
taught to transform inner spirit to outward forms of ex-
pression. 
3. Art Expression for All 
Sympathetic understanding of what the young artist is 
trying to express in his own way is of great importance. 
Initiative, and originality of the child's own interpre-
tation should be encouraged. 
Expression signifies both action and its result. The 
artist paints a scene not as a camera makes a picture, be-
cause he puts his own feeling ~or the scene into the pic-
ture. The expressiveness, the esthetic meaning is the 
picture itself. 
To an artist certain relations of line and color be-
come meaningful. Lines can express mass, special relation-
ships, movement, plasticity, but most important of all it 
serves to relate all the parts into an organized unit 
which expresses the value of the whole. 
Art involves selection. Undirected attention results 
in disorganization. The directive source of selection is 
interest. The artist's own being and experience determine 
what is to be expressed. However, the spectator, too, must 
be trained so as to know what to look for, so that his 
emotions will not cause confusion and distorted perception. 
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Actually a work of art is recreated every time a dif-
ferent individual looks at it because it takes on a new 
meaning according to the varied experiences of the in-
dividual. 
1/ Helbert- tells how this theory has been put into prac-
tice in our education program, when he says, 
"The theory of art for Art•s sake which dominated 
the field of art education for many years has largely 
given way of late to the theory that all pupils should 
receive an opportunity in art courses to develop a 
sensitivity to beauty and critical taste in evaluating 
art objects. Hence, art is no longer thought of as 
a field only for a talented few. 
Creative self-expression, especially in the 
lower grades, and correlation of art with other ac-
tivities of the school are important modern trends. 
These trends involve the use of a wide variety of 
art materials in the classroom. Extension of the 
content of art education courses beyond the drawing 
and painting which largely constituted the curriculum 
in the past particularly to industrial arts is an-
other trend worthy of note. Last, and perhaps most 
important, the appreciative aims of art education 
have increasingly come to the front." 
Each art medium expresses in its own way what cannot 
be expressed as well in a different medium. It is not good 
taste to make metal look like wood because we violate the 
esthetic sense. 
The true artist sees and feels in terms of his medium 
and the one who has learned to perceive esthetically should 
!/Robert S. Helbert, "Changing Emphases in School Art 
Programs," ,Art in American Li.fe and Education, Fortieth 
Yearbook of the National Society for the Study of Educa-
tion, Bloomington, Illinois, Public School Publishing Co., 
1941, PP• 452-453. 
10 
do likewise. Medium is the common substance of the arts. 
Each medium has its own value. 
4. Rhythm and Design in Form Expression 
The substance of art is, what is said. 
The form of art is how it is said or the manner in 
which it is expressed. They are so related that there is 
little distinction between them. 
The art object is what it is because of how it is 
done. 
Industrial art objects have form that can be useful 
and esthetic. When the material is so arranged that it en-
riches the experience of the individual whose perception is 
directed to it, then it has ~sthetic form. When its form 
is only adapted to a special use it lacks esthetic meaning. 
Pearsonl1says of form: 
ncup your hand and you see a hollow (air space) 
surrounded by a series of forms of folds of flesh, 
each of which bulges until it meets its neighbor. 
SQ, in human or animal bodies, do all forms bulge. 
This fact in nature can be made the basic law of form 
expressio~ in sculpture. When it is applied the 
expression has power; when absent it is weak. 
Assuming that this is the basic law of form 
expression, the student should start with experiments 
in bulging form in clay with all hollows eliminated. 
These should be made freely and emotionally to avoid 
stereotypes, to achieve the surprises which normally 
occur when the hand is released from the domination 
1/Ralph M. Pearson, The New Art Education, New York and 
London, Harper and Brothers, 1941, pp. 180-181. 
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of habit and intellect. Bulging forms in the abstract, 
which are interesting as forms, should be the goal of 
a number of initial exercises for the student of 
sculpture. 
For a considerable period of early study the 
word "interesting'' can take the place of the word 
''design. u If a form is interesting it is more than 
likely to be a good design. Interest implies the 
characteristics of good design--variety of relation-
ships, dominance, rhythm, etc. It is important to 
watch INTERESTING forms take shape under the tool 
or hand and to sense when they are interesting. 
Alertness to quality is inherent in this process. 
Awareness is the beginning of the aesthetic ex-
perience." 
Form is the complete blending and interaction of area, 
color, light and shape. There must be unity and organiza-
tion or ordered relationship of all parts if the art ob-
ject is going to have meaning. 
Rhythm is an important condition of form. Rhythm of 
movement, the dance, rhythm of the seasons all play an im-
portant part in the relationship of man and his environ-
ment. 
5. True Creative Activity 
Interest and sincerity determine what subject matter 
is appropriate for art. The painter has an overwhelming 
desire to express his feeling about a particular subject. 
This might be called a "mood.n Perception continues, dis-
crimination joins in, attention moves in a singular direc-
tion and it is all controlled by a determining qualitative 
unity. It is the individual's own spirit infused in the 
object which makes it a creative activity. 
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Concerning the child's level of interest and the class-
1/ 
room situation, Hoover- says: 
nArt activities are often related to other areas 
of learning in the classroom. Such activities, how-
ever, must develop from the natural interests and 
curiosity of children. Copying Indian bowls, Dutch 
windmills or Chinese pagodas onto posters or murals 
cannot be considered creative art experiences. 
Only when the experience integrates the chal-
lenge of materials with the child's own interests to 
produce an individualized expression are we justified 
in classifying the activity as a creative art ex-
perience." 
Read,~ in the following quotation, emphasizes the 
role of the arts in promoting social understanding. 
"As individuals we create to communicate. We 
create a language out of sounds, we create a pic-
torial language out of line and color. But every 
language, even the language of art, is a communal 
creation, it represents an agreed upon system of 
signs to be used in common. Art is a bond. It is 
not a bond which should be the exclusive privilege 
of a class, of a tiny group of our communal life, 
as it was in ancient Greece, as it was in the Middle 
Ages: It should enter our lives at the formative 
stage as a natural function of human relationships, 
as the language of form and color, as universal and 
innocent as the language of words.n 
The varied substance of the Arts include architecture, 
sculpture, painting, music, literature, etc. All of them 
imply the interaction of man and his environment. 
In architecture we see how materials have been changed 
into, homes, palaces, cathedrals and colleges. From the 
l/F. Lois Hoover, A Teacher's Guide for Using Arts and Ac-
tivities in the Classroom, Skokie, Illinois, The Jones 
Publishing Co., 1955, p. 42. 
2/Herbert Read, The Grass Roots of Art, New York, Witten-
corn .Schults,Inc., 1949, P• 62. 
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study of ruins we can learn the history of mankind. 
Technical skill alone cannot construct a beautiful 
building, painting, statue, poem, story or song. Human 
values, feelings and needs must be incorporated. Not only 
does man help to shape these arts but they in return help 
to shape man. 
The following quotation pertaining to art expression 
as a means of enabling one to meet new situations in a 
challenging world summarizes the philosophy of art. Smi 
states: 
"A song, not logic; a fable, not a face; an 
image rather than an edict, causes men to move. · 
That one's imagination and attitudes, springing from 
deep emotional experiences, stirs action more than 
direct persuasion and logical inquiry is decried by 
some while artists see it as normal. Our friends 
from abroad understand the power of a symbol. 
It is this development and nurturing of 
emotional behavior that gives art power and oppor-
tunity to play a vital role in remaking society. 
When feelings and attitudes of men are projected in-
to paint, stone or prints, the facts and forces from 
which the art forms grow become clear. Man through 
his art is made ready emotionally for accepting the 
new fact. Rather than merely portraying the strifes 
and anxieties of today, art forms can help build a 
better social order by expressing a vision closer to 
our desire. In this view art cannot deal with the 
trivial and the narrow. It is a serious and a re-
warding enterprise that will not descend to man; he 
must raise himself to it. As we are engaged imagina-
tively in using art in foreseeing a better ordered 
world and preparing men emotionally for it we are 
returning dignity and importance to art." 
1/J. B. Smith, "Art in Today 1s World," The Related Arts 
Service, New York, Feb. 1952, Volume 10, No. 1. 
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CHAPTER III 
CURRICULUM GUIDE FOR UPPER ELEMENTARY GRADES 
1. Major Objectives of Art Curriculum 
The five major objectives are listed as follows: 
1. To develop creative abilities 
Sympathetic understanding by the teacher of what the 
child is trying to express in his own way is most neces-
sary. Encourage initiative and originality, and accept 
the child's interpretation. Do not impose adult stan-
dards of technique. 
2. To develop powers of observation and visual judgment 
The final product becomes more important to the student 
as he approaches the upper elementary level. Help him 
to observe and judge line, shape, form and color, so 
that he may improve his o~ method of graphic expres-
sion. Encourage him to express his own ideas of what 
he has observed, using his own symbols and methods; let 
him experiment. 
3. To develop the capacity for appreciation 
Everyone enjoys visual beauty in varying degrees, at 
different learning levels. Stress the aesthetic and 
emotional approach, rather than the factual or statis-
tical. The child's environment, including beauty in 
·15-
the classroom, is a powerful means of building up appre-
ciation. 
4. To discover, conserve, and guide the talented pupil 
Try to recognize talent and aid the pupil to develop it 
in his own way. Special art classes should be con-
ducted for these children. 
5. To provide an opportunity for the child to develop a 
well-rounded personality 
I 
Art can develop in every child traits of cooperation, 
responsibility, self-reliance, industry, and initiative, 
through individual and group pr.ojects. 
Slow learners in other subjects frequently find their 
interest and ability challenged by art problems, and 
through this means may be stimulated to a keener desire 
to improve in other academic subjects. 
2. Guidance in Art 
Guidance may be given in many ways. In the light of 
the philosophy discussed in the preceding chapter, guida~ce 
means to help the child's own thinking by intelligent 
stimulation, but not by thinking for him. 
nnraw it the way you think it looks,n says the teacher 
so the child will recall the important characteristics of 
the particular object~ Suggest that maybe he can get a 
better look the next time he has a chance to see it. If he 
) 
has to use his imagination, all the better. Later he can 
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check his work against reality. 
The role of the teacher is an important one in moving 
each child in the direction of greater individual knowledge, 
understanding, and appreciation. 
Guidance means that although the expression of the idea 
is the most important part of the work, teachers and stu-
dents must constantly work for a more ordered arrangement of 
those ideas. Disorder is not satisfaction. Help the child to 
grow naturally, from the point where you found him and on 
HIS OWN LEVEL OF GROVVTH. 
It does not mean to help him by doing his work for him, 
through a series of steps. It does not mean tbat he has not 
had the opportunity to use many pictures, magazines, and 
books for information, not for copying. These are never in 
sight when he is doing his work. 
It does not mean that carelessness should be accepted 
as long as it is the child's own work. He should aim for 
harmony of agreement between the idea of the picture, the 
feeling, and the material used. 
It does not mean that he should be ignored when he asks 
for help. Rather he should be encouraged to understand his 
own power of expression and to appreciate the efforts of 
others. 
It does not mean that one child works in the same manne 
as another. Strive to preserve tbe individuality of a child' 
expression so that his work can be known by his style. Do 
1? 
not .dictate the placing, color, or style of any part of his 
picture as: "Draw the ground first." Neither does it mean 
to have formal lessons in the laying on of the color. 
Do not think that the color must always "go the same 
way." An unusual effect is often destroyed by such rigid 
rules. 
Art is drawn out from within as a result of individual 
growth, through a series of well guided experiences. Pro-
fessional skill is no longer an aim, but a by-product. 
Constantly build up a desire for careful work through dis-
cussions and criticisms. Self evaluation is most important 
Children can gradually be led to see the relationship of 
color, form, line and texture which gives meaning to their 
expression. 
3. Types of Art Expression 
The art work may be divided into the following types 
of expression or fields of experience: 
1. Graphic expression 
a. Drawing with crayon and chalk. 
b. Painting with water color, tempera or powder 
paint. 
c. Paper cutting. 
2. Design and color 
a. Block prints, silk screen, stencil. 
b. Lettering. 
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c. Arranging bulletin boards, exhibits and 
displays. 
3. Crafts and construction 
a. Constructing objects of cardboard and paper. 
b. Modeling with clay. 
c. Puppetry. 
d. Sewing. 
4. Appreciation 
a. Enjoying color and form in objects and in 
nature. 
b. Seeing and learning about fine works of art, 
including paintings, textiles, vases, etc. 
c. Choosing and arranging objects, such as furni-
ture in the classroom or for the stage; flowers 
in a vase or books on a shelf. 
Graphic expression includes painting and drawing in a 
wide variety of media. These range from a small flat sur-
face by an individual to a large mural, wall panel or 
frieze completed in a group project. 
Some of these pictures tell about the following: 
1. Ihdividual experiences 
a. What the child has been doing. 
b. Where he has been. 
c. What he has read. 
d. What he has seen. 
e. What he would like to do in the present, 
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2. 
3. 
near future, or later on in life. 
Imaginative experiences 
a. The strangest animal, bird, flower, or person 
imaginable. 
b. A daydream. 
c. An idea of Heaven. 
d. Pictures that can be seen in the clouds. 
Group experiences 
a. Pictures concerned with science, as weather 
scenes, experiments, pets, etc. 
b. Pictures concerned with social studies, as com-
munity helpers, transportation, homes, por-
traits of children of other lands. 
c. Pictures of other sfhool experiences, as 
dancing, fun in the gym, waiting for the bus, 
playing in the orchestra, eating in the cafe-
teria, trying out for the basketball team, and 
glee club rehearsal. 
The media we use in graphic expression includes mater-
ial as hard as crayon and as soft as chalk. 
Water color is more difficult to control than others, 
but is fascinating to work in because of the effects ob-
tained. Its watery characteristic should be pointed out. 
Children enjoy blending, mixing and spotting their wet 
paper with all the dirrerent colors. The teacher asks, 
"How light can you make your favorite color by adding more 
and more water? How dark can you make it?" 
Tempera or powder paint is an opaque, water soluble 
paint that is about the consistency of light cream. Some 
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children prefer it because one color "paints out" another. 
When using tempera paint, lighten the color by adding white 
tempera instead of adding water as in the water color. 
Finger paint is used to encourage the hesitant child 
to create, and to challenge the more expressive child with 
the thrill of a new medium. Try many effects including 
stripes, wavy lines, and zigzags with the side of the thumb 
or brushing all the nails rapidly across the paper using 
the back of the hand. All these movements can be developed 
into decorative forms or landscapes and seascapes. More 
advanced students, from twelve on, will enjoy developing 
these themes to suggest depth, building up a layer effect, 
each succeeding layer imposed on the ~revious one but not 
covering it. Combinations of color can be introduced in 
this manner. 
Paper cutting of tonal or colored construction paper 
is another medium the children enjoy. This is a favorite 
of those who like cutting and pasting. The cut out pieces 
can be moved around to help the child decide where to place 
the objects. The entire picture should be planned and com-
pleted before the parts are pasted down. Much power in 
visualizing is gained if children can be led to cut objects 
directly from the paper rather than drawing first and then 
cutting on the line. 
Newspapers may be used for cutting a large pattern for 
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a costume. Children should have practice in cutting a 
folded paper, so that the product will not fall in two 
parts. 
At the upper elementary level children should strive 
to accomplish the following outcomes: 
1. Fill the space well by grouping recognizable ob-
jects or abstract shapes. 
2. Add or point up center of interest through the use 
of bright color or textured areas. 
3. Use color freely so as to express a mood or feeling 
4. Use a wide variety of media to create with joy and 
satisfaction. 
5. Express ideas courageously. 
Evaluation will be concerned with specific points de-
veloped at the beginning of the work in addition to basic 
ones: 
1. Does this composition show contrast? 
2. Are forms grouped into large simple masses? 
3. Does your eye carry through the composition by some 
rhythmic line or action? 
4. Does the picture hold together or is the com-
position unified? 
5. Is there a center of interest? Are proportions 
interesting? 
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Design in the child's experience, is feeling rhythm 
in repetition; in graduated sizes, in the flow of line; in 
sensing balance, as boys attempting to walk the backyard 
fence or as arranging objects in satisfying order. 
Design is an innate part of a child's creativeness and 
will be recognized in an object drawn again and again in 
the picture he makes. 
No formal presentation of design as such should go on. 
Attention should be called to design on fabrics, children's 
dres ses, . boys' blouses and ties; decorations on dishes, 
books and buildings. The arrangement of furniture in a 
home or of objects in the schoolroom will provide experi-
ences in balance for the whole group. 
The child should realize that: 
1. Design is orderly arrangemen.t. 
2. Units of a design may be any familiar form such as 
lines, spots, triangles, circles, squares, flowers 
and fruits. 
3. A good design has some form of uniformity or same-
ness which makes the parts seem to belong together. 
4. Uni.ts of a design may be repeated again and again 
to form borders or all-over patterns. 
5. A design must be appropriate for its intended use. 
6. Symbols form the basis of all non-pictorial de-
signs: vertical, horizontal and diagonal lines, 
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circles, half-circles, S-curves and spirals. 
7. Number problems, written pages, arithmetic papers 
or scrapbook pages are all arranged in accordance 
with the rules of balance and good spacing. 
8. Color is a part of design. It should be used in 
rich combinations. 
Opportunity for design may be found in the classroom 
such as: 
1. Arranging furniture on th$ stage or in the school-
room. 
2. Making crayon designs on curtains and mats to be 
used in the schoolroom or as properties for a 
school play. 
3. Arranging tables, chairs, classroom seats, and 
library corner to see which is most convenient and 
best in a~pearance. 
4. Arranging bulletin boards, special hobby collec-
tions and science displays. 
5. Making a wall hanging by decorating cloth with 
potato, block or silk screen prints. 
6. Placing flowers in harmonious containers. 
7. Creating and keeping a beauty corner. 
8. Making wrapping paper with all-over stencil 
design. 
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by: 
Opportunity for design may be found in the community 
1. Discussing neat, orderly houses and yards and then 
drawing pictures of them. 
2. Comparing attractive and unattractive streets, 
yards and houses. Use many pictures gathered from 
magazines and papers as examples. These should be 
brought in by the children. 
3. Making the above mentioned project a civic problem 
and the streets and houses of the child's own city 
or town could be used. 
Design may be found in individual experiences such as: 
1. Making crayon designs on greeting or birthday cards 
2. Making rhythmic patterns with finger paint or other 
media. These could be used as book covers. 
3. Characterizing a profession by means of symbolic 
designs: 
a. Telegraph worker e. Cook 
b. Doctor f. Painter 
c. Tailor g. Housewife 
d. Scientist h. Mechanic 
Color has a great influence upon design. Children 
will enjoy experimenting with prisms and colored pigment. 
Dark, cool colors are particularly beautiful when used with 
warm colors. 
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Too definite a color theory should not be imposed but 
children should be led to see that color combinations greatl 
influence pictures. They may_ be sad, gay, restless, ex-
citing, or mysterious, depending upon the colors used. This 
must be thought of when making color choices. 
Experiment with color to discover how to paint the 
following: 
1. Grass that looks sunny. 
2. Colors that give a gloomy feeling. 
3. Colors in a picture that give a cool feeling. 
4. Colors that give a warm feeling. 
5. A green color that is in the shade; · the sun. 
6. A color that looks like the sun on a not day. 
7. Colors that remind you of a shady cool place in 
the forest. 
8. A color to add to yellow to make it look very warm. 
9. Bricks in a wall that are partly in the sun and 
shade. 
10. A small bright color to balance a large dull color. 
At the upper elementary level children should strive 
to accomplish the following outcomes: 
1. Use border designs, and all-over patterns in good 
relation to the object decorated. 
2. Make the design fit the space in a pleasing manner. 
3. Choose pleasing color combinations. 
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4. Enjoy a Yariety of colors and use them freely. 
5. Express a feeling or atmosphere through the use of 
color. 
6. Know the six spectrum colors. 
7. Recognize the primary colors. 
8. Mix the primary colors so as to make the secondary 
colors. 
9. Choose a favorite color and make light, medium and 
dark values of that particular color. 
10. Recognize that a good painting is a good · design in 
line, interesting shapes, and light and dark com-
binations in color. 
Lettering is so important that children will feel the 
need for at least one style of alphabet. Practice making 
straight and curved line letters in the capital and small 
letters. 
In the following alphabet each line is made with a 
single stroke. Practice making the straight line letters 
first. 
AEFHKLINMTVWXYZ 
Practice making curved line letters. 
B D P R C G 0 Q 
J u 
s 
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Small letters: Straight line letters -- i k 1 t v w x y z 
Straight and curved -- a b c d e o p q g f h m n r u j 
Curved line letter -- s 
Show children how to cut letters from 
oblongs of the same size so that all letters 
. \ ~:=~=~~~ 3_~ 
=-
·-. . 
:. 
will be of uniform height. ;:}~\. , 
-----~ 
Use only such lettering as will be under- --~;~_;~~~~~---~ 
stood by your grade. 
Creative lettering is based on the fact that children 
are familiar with, accepted forms of letters and numerals. 
It is fun sometimes to make use of lettering as a means 
of creative expression, rather than lettering as an end in 
itself. In this instance, lettering should be a decorative 
form of expression. 
Flowers, leaves, birds, animals, geometric, abstract 
or scroll designs may be used to help decorate letters. 
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abcdefghijklm. 
no p grst,u'<wxyz 
1234-5678CJ 0 
AEFH KLMNTV 
WXYZ 
OCG BD PRSU 
' . 
I I 
· (a~ tbt @: rdt g f-F<g +h~ i~ jt ~ \~ tfu\ 
. I 
Hlt ® ff) ~·~ ~f1'S Jf"~u~ ~ ~ )/~ z_4 
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It is challenging to make words fit spaces and shapes 
of different sizes. 
Suggestions for lettering experiences are as follows: 
1. Single · capital letters. Drawn in single stroke with 
something done to them to make them beautiful ac-
cording to the child's fancy. 
2. Single letters. Within different shapes and spaces. 
Draw in single stroke and beautify. 
3. Monograms and brands. Developed one letter at a 
time, one letter beautified according to fancy; 
another added ~nd unified with the first one; a 
third added and the arrangement completed. 
4. Poster lettering. Single stroke letters doubled and 
tripled with several colors if desired to form a 
block letter. 
At the upper elementary level, children should strive 
to accomplish the following outcomes: 
1. Letter a simple sign or poster in capitals and 
small letters that stand upright. Making letters 
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stand up straight is regarded as the most important 
requirement in lettering. Spacing is also very im-
portant. The child must consider the spaces between 
the letters and the spaces between the words. 
2. Cut simple letters from oblong shaped ~ieces of con-
struction paper of the same size so that all letters 
will be of uniform height. Perfect technique and 
even widths are standards to strive for • . However, 
each child will progress at his own level. 
3. Make a · simple poster; knowing that a pict~e is not 
a poster. Posters have one or more words on them. 
(Posters must be read easily and quicKly. A pic-
ture or decoration helps attract attentiQn to them.) 
4. Show increased judgment in arranging letters and 
words. 
Crafts and construction include: 
a. Experimental play with modeling material such as 
clay. Squeeze, pull and twist a lump of modeling clay. Look 
at the different shapes .and forms that appear as the fingers 
and -hand close about the clay. , Try pulling it into long 
shapes and rolling it into a ball. Add a few dabs of clay 
and make it look like an animal. ·Experiment to find out 
what else can be made. 
b. Papier-mac~~ pulp modeling. Tear newspaper into 
small pieces, soak a few hours or overnight, pull apart, 
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mix and tear until a clay-like pulp is obtained. Squeeze 
the water out of the pulp, add paste or flour to clean water 
and mix with the pulp to produce a clay-like consistency. 
Model the pulp as if it were clay and allow it to dry 
thoroughly in the air. When dry, decorate with tempera pain 
or water color and shellac. 
c. Papier-mach~ on modeling clay masks or puppets. 
Shape the clay so as to make a lar ge expressive face. Soak 
the cl ay surface. Tear paper into narrow strips and wet the 
strips before placing them across the face, and pressing 
them . into the indentations of eyes, mouth, etc. Use flour 
or wall-paper paste between the layers of wet paper. These 
layers should be placed one upon another until there are at 
least seven. When the paper mask is dry, it is removed, 
painted and shellacked. If the form is completely covered 
with papier-mach~ it must be split in two when dry in order 
to remove the clay model. The two sections are then fas-
tened together with additional pieces of papier-mach~. 
d. Papier-mach~ on fruits and other forms. Grease 
forms with soap, add a few layers of water soaked strips 
then apply the pasted strips. If the result is to be hol-
low, add strips until the papier-mach~ is approximately one 
qU4rter of an inch in thickness. In making solid forms, 
take dry newspaper and bunch, roll, bend and tie into de-
sired shapes before applying the wet paper and paste. Man~ 
be added until the size and shape is satisfying. 
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Make an~mals and people from newspaper, water, paste 
and string. Make a roll from several sheets of newspaper. 
Tie it with string. 
Use these tied X'olls of newspap 
for the arms and leg s of any person 
or animal. 
&1all p ieces of paper dipped in water and then covered 
with paste may be 8dded to t he fi gure that is being made. 
This will make the figure seem more real. It will give 
the .figure more shape. Crush some newspaper into a ball 
for the head. 
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Hand Puppets 
·r·- \ . \ . \ I; I Blick view . - 1 .' • showing .,.,.~ hlpld slit • 
I 
Crush some newspe.per into 
a ball, wet and cover with 
papier-mache;. After the 
head is thus formed insert 
a tubular piece of card-
board for· "the':neck:;·:.:-Place 
~ou.h .. finger in the end of 
tube so as to manipulate 
the puppets head. 
Stuff the feet with 
padding and sew on to the 
puppets coErtume. 
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e. Dyeing. Tie dyeing muslin, cheese-cloth or sugar 
bags, may be done at any level. Children can be given a 
vivid impression of what one color will do to another by 
dipping in more than one bath. Make small wall hangings 
and scarfs. 
f. Costume dolls. A good way to learn about people in 
other parts of the world is to make costume dolls. The 
library is .a good place to find out about the type of 
costume people wear in your favorite foreign country. 
g. Cloth. Children can bring in different scrap 
materials so they can make their own puppet patterns. 
Interesting textures can be obtained through the use of dif 
ferent stitches. Group activity is provided by each child 
contributing patches which he has designed or sewed, to 
make a large quilt. 
h. Hand puppets. Hand puppets can be made to illus-
trate stories. Heads can be made from wood or papier-
mach~. A hollow tube or a rolled piece of cardboard 
serves as the neck of the puppet. This is slipped over 
the knuckle of the operator's middle finger and allows the 
head to be manipulated by that finger. The thumb and 
little finger manipulate . the arms. 
i. Stick and potato printing. Collect a variety or 
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corks and dowels. These may be used for printing in their 
original shape or their edges may be notched to give a 
greater variety. Printing pads of various colors may be 
made by saturating several thicknesses of pieces of cloth or 
blotting paper with ink or water color. The stick is press 
first upon the printing pad and then upon the material being 
decorated. If potatoes or carrots are used children may 
want to cut designs in the flat ends. Sometimes water col 
brushes are used instead of the printing pads. 
j. 11 Silk11 screen printing. Stretch a piece of silk or 
nylon across an old picture or mirror frame. Be sure the 
material is stretched very tightly before it is stapled in 
place. Test the tension by dropping a dime on the material. 
(The dime should bounce up and down.) Mask out the area 
around the edge with masking tape. Cut the stencil or shape 
to be printed from regular newsprint and place it under the 
middle of the silk-screen area. Select the colored tempera 
paint desired and place a small a~@Unt on the top of the 
silk screen. Pull the paint across the screen with a rubber 
squeegee or piece of cardboard. Th~ stencil will adhere to 
the screen and remain throughout the printing lesson. 
k. Clay. To be workable, clay must respond to a sligh 
pressure and yet not stick to the fingers. If clay objects 
are to be fired, the clay must be wedged by throwing it 
forcefully against a hard surface long enough to take out 
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all the air bubbles. Objects may be formed by forcing a 
large lump into the shape desired, by pressure or by pulling 
out. An easier method is by adding on. In the latter it is 
necessary that each added piece become a part of the central 
piece by roughing the surface of both pieces. In making 
pottery by the coil method the same care must be executed. 
Clay pieces may be finished by firing and glazing or by 
painting with show card paint and shellacking. 
1. Waste material. The imaginative use of waste 
materials is important. The construction of objects is 
fascinating. Almost anything needed can be made for stage 
settings for a class play, for a puppet show, or just ex-
perimenting with odd materials. 
Some suggested materials are: 
Beads -- necklaces, eyes for animals. 
Berry baskets -- "carry-alls," sewing baskets. 
Burlap -- bags, rugs, costume foundations. 
Buttons -- eyes for animals, decorations. 
Cardboard boxes -- wagons, trucks, stage sets, houses. 
Cardboard milk containers -- wind velocity and rain-
fall measuring equipment for science, rattles 
for rhythm band. 
Cloth scraps -- for braided and crocheted rugs, 
puppet costumes, wall-hangings. 
Dyes -- for tie dyeing, turning sponges into shrubbery 
37 
Gloves -- hinges for doors, shoes for puppets. 
Nature materials -- leaves for sprayed designs, seed 
for jewelry, pine cones for necklaces. 
Orange crates -- chairs, cupboards, stage furniture. 
Paper bags Hallowe'en masks. 
Corrugated cardboard and paper tile roofs, picture 
frames, stage properties. 
Paper plates craft problems in color and design. 
Rope, frayed hair on figures and animals. 
Spools -- for shelves, masts for boats, stick printing, 
fire hydrants, wheels. 
Wire -- construction of all kinds. 
Wood scraps from saw mill -- book ends, bird houses, 
furniture. 
Wrapping paper -- friezes, teepees, large stage 
scenery, and finger painting. 
Creating with waste materials is fun and allows for 
complete use of imagination. The individual starts with an 
idea and allows it to grow. His ideas change and become 
more meaningful as he becomes more accustomed to the ma-
terial. Even a mistake may suggest something new which can 
be used to turn out a fine piece of work. 
At the upper elementary level children should strive 
to accomplish the following outcomes: 
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1. Have experience in using clay, cloth, cardboard, 
paper, and waste materials. 
2. Use their . imagination in adapting materials to fill 
needs such as a spool for a fire plug, a paper 
bottle top for a wheel, buttons for eyes, string and 
yarn for hair; the pasteboard rolls found inside 
waxed paper for the bodies of oil trucks or the 
columns on the porch of a building. 
3. Criticize his own work on the basis of workmanship, 
appropriateness, decorative quality, or structural 
worth. 
4. Realize the possibilities of crafts and handwork 
as a personal hobby. 
The Appreciation experience will be laid in everyday 
activities. The likes and dislikes of a child at his own 
level must be recognized. He must be helped to progress at 
his own rate to a better appreciation. The important point 
is that the child be allowed to exercise his own critical 
judgment, and to develop his own taste for beauty. 
It is the teacher's responsibility to provide oppor-
tunities for continuous growth in good taste by exposing 
the child to many ideas and a rich fund of worthwhile ma-
terials, such as fine pictures, colorful objects and nature 
forms. 
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Children will find opportunities for appreciation and 
much pleasure in: 
1. Noticing and enjoying objects in color, form and 
texture. 
a. Nature forms--fruits, flowers, snowflakes, trees, 
insects, rainbow, sunsets, stones, and shells. 
b. Objects brought into the classroom: 
textiles, rugs, vases and other pottery, 
colored prints, beautifully illustrated books, 
and paintings. 
2. Choosing and arranging: 
a. Choosing the pictures to hang on the bulletin 
board. (One large and one or two good small 
pictures in one place, changed weekly, have much 
more"attention-value" than several pictures of 
mediocre quality, hung around the room for in-
definite periods.) 
b. Taking turns in choosing vases for flowers. Clas 
decides whether the choice is a good one. 
c. Planning the displays of children's drawings. 
Discussing as a class, the good points in chi l-
dren's drawings and paintings. 
d. Arrangement of groups of objects in the "beauty 
spot.n 
e. Caring for the library table. 
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f. Placing flowers and specimens in suitable loca-
tions. 
g. Planning the arrangement of furniture, curtains, 
and pictures in the room. 
h. Taking a trip to see something beautiful. 
The following methods of procedure may stimulate desir-
able aesthetic response: 
1. Discussion. When a beautiful object has been 
noticed, children should have an opportunity for 
free expression of their reasons for enjoying the 
object. Compare with a similar object, and ask 
children to choose the one they like best. 
2. Dramatization. Sometimes the material to be en-
joyed is a picture, and children may wish to 
dramatize the action. The story content of the 
picture comes first in this instance. 
3. Looking and listening. In order to bring out an 
appropriate mood, the sympathetic presentation of 
music or poetry may be introduced while the art ob-
ject is being shown. This must be done with fine 
feeling or else the mark will be missed. 
Children should be encouraged to become familiar with 
some of the works of art by the following artists: 
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Bacon •••••••• Nosegay 
Bellows •..••• Lady Jean 
Sand cart 
Bishop •.••.•• Portrait (The Kid) 
Chapin ••..••• Boy with Book 
Detm. •••• ••••• Minnesota in 
August 
DeMuth •...•• Flower Study No. 4 
Calla Lilies 
El Greco •••.• Virgin with 
Saints 
Fra Angelico. Annunciation 
Gauguin . ..••• . Tahitian Mountains 
Glackens •.••• Annisquam Beach 
Hart •..••...• Bahamas 
Hassam ••..•.• Nightfall in 
Winter 
Hibbard •...•• Frosty Morning 
Homer ••.••..• Hudson River 
Logging 
Fog Warning 
Stowing Soil 
Houston •.•.•• Homewards 
Kent •..••• Women of Tahiti 
Maine in Winter 
Kli tgard •• Daisies 
McKnight •• Shadows on Snow 
Metcalf ••• Ice Bound 
Mitchell •• Island Landing 
Monet ••••• Seine River 
Primitive •• House at Salem 
Remington,,Western Scenes 
Rivera ••.•• Flower Vendor 
Sargent •••• White Ships 
Utrillo .••• Villatreause 
Van Gogh ••• Gladioli 
Gypsy Camp 
Sunflowers 
Cypress Trees 
Whorf •.••• Winter by the 
Sea 
Whistler ••• Mother 
Zorach •• ~ •• Five Islands, 
Maine 
Sometimes these pictures have a story-telling quality 
· about them which the children enjoy. Many times the story-
telling element is not important in the painting and in-
terest is focused upon the varied ~olors that express the 
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mood of the picture. 
The inspirational content or spirit of the picture is 
often more important than the technique. Bring out the in-
di vidual style of the different artists through questioning. 
How did the artist show it was a stormy day? 
How did he make us see the most important thing? 
What contrasting colors did he use? 
Why are some colors more important than others? 
Are some lines more important than others? 
How does the picture make you feel? 
Children are encouraged to express themselves as in-
dividuals. It is also important to point out tha t the 
masters had their own particular style or method of painv.JJ~• 
Good pictures should be used in connection with Social 
Studies, Literature or any other subject. 
At the upper elementary level, appreciation experience 
should lead the children to: 
1. Recognize color and form in pictures, objects of 
art and nature. 
2. Increased enjoyment and understanding of the beauty 
in nature, pictures and other objects of art. 
3. Develop the ability to arrange objects in good 
taste . 
4. Make increasingly better choices. 
5. Desire to have beautiful objects around. 
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6. Know that pictures are of various types: land-
scapes, portraits, imaginary, story-telling, 
humorous, abstract, and animals. 
7. Know that artists express themselves in different 
ways. 
Art may be correlated with any school subject. The 
following suggestions pertain to art in connection with 
book week or correlated with reading. 
1. Jackets designed for newly purchased books. These 
can be simple designs, a picture of some part of 
the story or all over color design using water 
color or finger paint technique. 
2. Posters that urge more reading or that feature par-
ticular books. 
3. Children's original illustrations of favorite 
stories. 
4. Clay modeling of book characters and settings. 
5. Peep shows of scenes from favorite books. 
6. Puppets made- by children dressed as book charac-
ters. If the children haven't time to make puppets 
use dolls; Design their costumes paying particular 
attention to style and color. 
7. Dramatize scenes from a favorite story. This gives 
children an opportunity to arrange properties in 
regard to size and appropriate color. 
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8. Organize a library corner in the classroom. This 
also gives children a chance to notice different 
types of illustrations. Choose favorite illus-
trator. 
9. Arrange a display of students• paintings in the 
hall. The theme should be of scenes from favorite 
story, or characters that prove interesting. 
10. Posters that remind people how to take care of 
books. 
Suggested activities correlating art and a social 
studies unit on Egypt for grade six. 
' 1. Collect as many pictures as possible about Egypt. 
2. Display woven materials with lettered explanation 
concerning the fact that Egyptians were the first 
to make cloth from flax. 
3. Make plasticine models of the following: 
a. Potters making clay vessels on potters wheel. 
b. Potters baking clay in tall ovens. 
c. Egyptians making boats from papyrus stems. 
d. Stone columns first used by Egyptians. 
4. Model clay jars and vases to be baked in kiln. 
5. Make miniature bricks from clay and let them dry 
out. 
6. Make miniature obelisks and carve "hieroglyphics" 
on them. 
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?. Carve soap models showing type of Egyptian paintings 
found on tombs. Paint with water color if desired. 
B. Learn a few of the _s:y.mbals·: used by the Egyptians 
and use them on wall hangings. 
9. Paint ari all-over design using an Egyptian motif. 
These may be used as notebook covers. 
10. Use finger paints for designing notebook cover. 
11. Make papier mach~ models of: 
a. Great Sphinx 
b. Pyramids 
c. Mosque 
12. Water color pictures may be made of any part of the 
imaginary trip to Egypt. Tell tha story through 
the use of warm or cool colors. 
13. Design a mural using cut-out paper or tempera paint. 
14. Use scrap materials to create musical instruments 
which were used by the Egyptians. 
a. Drums 
b. Tambourines 
c. Cymbals 
d. Guitars 
15. Design posters with the theme, nvisit Egypt." 
16. Visit a museum to see some of the interesting 
things made by the ancient Egyptian artists and 
workers. 
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The following suggestions may be helpful in correlating 
art with the fifth grade science unit, "How Animals Are .Able 
to Survive." 
1. Create interest by drawing "The Strangest Animal I 
Can Imagine." 
2. Through the use of color paint animals that can be 
see~ easily, and in contrast paint animals that are 
difficult to see. 
3. Make pictures of animals that carry weapons as 
quills, horns, antlers and tusks. 
4. Make model animal homes from papier mach~ or scrap 
material. 
5. Devise interesting science displays through the use 
of clever arrangement and clear lettered explana-
tions. 
6. Construct posters urging protection for animals. 
7. Make plaster of Paris casts of animal prints. 
8. Design covers for booklets using designed animal 
prints. 
9. Make sectional drawings showing animals above and 
below the ground. 
10. Make science charts using letters that stand up 
straight. Strive for proper spacing so lettering 
will be clear. 
11. Create a model of animals that live in or near a 
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small pond. 
~2. Create animals from clay and bake them in a kiln. 
13. Construct papier mach~ animals (see page 33). 
14. Construct a "moving picture" of a favorite animal. 
Through the use of individual pictures show how 
this particular animal is able to survive. 
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